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The ship wherein Theseus and the youth of Athens returned from Crete had thirty oars, and was preserved by the Athenians down even to the time of Demetrius Phalereus, for they took away the old planks as they decayed, putting in new and stronger timber in their place, in so much that this ship became a standing example among the philosophers, for the logical question of things that grow; one side holding that the ship remained the same, and the other contending that it was not the same.
-Plutarch, Lives of the Noble Grecians and Romans,
First Century, CE boom and bust. "For some she was a symbol of decline," he remarked, referring to the moment in 1941 when the whaleship left the city bound permanently to Mystic. "This is a turning of the page," he concluded. Both Warren and Mitchell sensed in the Morgan's return the intersection of past, present, and future. The whaleship had appeared once more over the horizon, no longer carrying barrels of spermaceti, but freighted (and perhaps fraught) with new metaphorical and symbolic cargoes that were intertwined with larger political, economic, and cultural shifts coursing through New Bedford, New England, the nation, and its institutions of public history. The Morgan had come to carry many meanings, a malleable icon of America's maritime past reframed-literally and figuratively-in the context of the present. The Morgan's life after whaling, its brief time as a maritime shrine in South Dartmouth, Massachusetts and as an exhibit and museum icon in Mystic from 1941 through its "38 th Voyage" in 2014, is as worthy of study as its years under sail hunting sperm and right whales over the world's oceans. Mystic Seaport has reinterpreted the ship's significance amid wars hot and cold, social crises and rights movements, economic recession, and, not least, a growing environmental awareness among many Americans who gradually came to see whale hunting as morally and environmentally repugnant. "History museums are mirrors both to the past and the present," historian Phyllis Leffler argues, echoing a widely-held belief among scholars of public history and memory.
4 At stake here are the ways in which an institution of public history like Mystic Seaport Museum has used the historic ship to construct narratives that reflected its vision of the maritime past, New England, and the United States, but also narratives that reflected museum leaders' fears about the economic, social, and cultural marginalization of the region, foreign and domestic threats to American society, and (New York: Metropolitan Books, 1996) . existential challenges facing museums from rising costs and declining visitation. Throughout, Mystic Seaport made and remade the Charles W. Morgan as a bulwark of individualism, hard work, law and order, and free enterprise, as a lens into a diverse multicultural society, and, most recently, as an "ambassador to the whales." The "38 th Voyage," in which I participated as a "38 th Voyager," represented the latest iteration of Mystic Seaport's vision for the ship, the American maritime past, and for itself as a museum pushed gradually in new directions by larger forces of change.
This essay examines the Morgan as a vessel of memory.
5
Memory is a term fraught with methodological and historiographical contention. Scholars debate the cognitive and collective processes of remembrance and forgetting, the agents of memory's construction and reception, its effects, its role in the construction of community, region, and nation, and the very meaning of terms such as memory, memorialization, commemoration, remembrance, heritage, myth, and tradition. 6 Here, I am most interested in public memory, which I take to mean the ways in which public history institutions such as Mystic Seaport Museum and its leaders have interpreted the Morgan in the context of contemporary forces that have, in turn, reshaped the significance of the vessel. The Morgan has been 5 I adhere to Emily Rosenberg's definition of memory as "an ever-changing process through which "realities" are remembered and forgotten, meanings are produced and contested, values are professed and debated, and political positions are expressed and challenged." Emily S. Rosenberg a potent vehicle for mediating the American maritime past. While visitors board the ship with their own perspectives and construct their own vernacular memories, it generally has not been a flashpoint for contested meanings between visitors and museum leadership. While visitors create their own meanings sometimes critical of the museum's interpretive themes, the Seaport often sets the master narrative of remembrance. Yet the stories the museum tells nevertheless reflect both the vision of its leaders and the changing sensibilities of visitors. The Seaport, for example, deliberately conceived of the "38 th Voyage" as an opportunity to fuse collective and individual memories in hopes of assigning the public a greater stake in its interpretation of the past. "We gave those spaces to you," Seaport Director Steve White told "38 th Voyagers" "so that you could help us interpret this experience and shed your personal light on it." 7 Ultimately, it seems, the Morgan's hold has made room for a multiplicity of stories.
That a ship can be laden with so many cargoes over time underscores the Morgan's significance as a vessel of memory. When Mystic Seaport Director Waldo Johnston observed in 1973 that the Morgan "is more than a ship," he was right, though perhaps in more ways than he suspected.
8 In fact, ships are unique vehicles for carrying memories. As vessels, they are designed for transportation of goods; as vessels of memory, they are uniquely suited to transport ideas and people across time. In this way, they are different from the battlefields, monuments, other historic sites, and artifacts, which are the focus of a vast scholarship in history and memory studies and constitute the bulk of public history collections.
9 Yet, while scholars of public history and of memory have written about maritime museums, they have not focused on the ships themselves as symbolic vehicles that mediate the maritime past to visitors.
10
In meaningful ways, we personify ships with a spiritual essence and a living anatomy of ribs and backbones that mirror our own bodies and-ironically in the case of the Charles W. Morganthose of the whales Americans once hoped to kill and later to preserve. When in the water, the ship is an animate object, not just "a barnacle-gathering artifact," as the maritime historian and writer Nathaniel Philbrick observed in 2011 before the Morgan's re-launching, but "once again, a living breathing part of our collective history."
11 Finally, wooden ships are always being remade-their material fabric replaced again and again-permitting subsequent generations to interpret the ship anew and to impart their own meanings within contemporary contexts. While such notions may seem deeply romanticized, they nevertheless speak to a powerful set of ideas and emotions central to the memory of the American maritime experience that continue to draw people to historic ships and America's seafaring past.
Last of the Yankee Whalers
The Charles W. Morgan found new life in the near extinction of the industry it had long served. Built in New Bedford in 1841 at nearly the same place and moment that Herman Melville set out for the Pacific aboard his own whaleship, the Morgan's career roughly paralleled the rise and fall of the whale fishery in the United States reaching its height in the decade of the 1840s when the American fleet consisted of some seven hundred vessels and ending in the 1920s as petroleum increasingly replaced whale oil as a lubricant and illuminant.
12 The end of American whaling seemed to represent a long epitaph to the political, economic, and cultural marginalization of New England. Once prosperous whaling ports like New Bedford and Nantucket, Massachusetts and New London, Connecticut entered a period of economic decline, and Anglo-Saxon New Englanders feared the supposed deleterious effects of immigration manifest in the nativism of that era.
13 In a 1916 travel narrative, an observer remarked that New England ports like New London cast "a veil of quaintness and the fashion of an older day. Here [the past] is more like a story told by a fireside to pass the time; half fanciful, half true, but completely gone."
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While such visions of a bygone New England were themselves largely fictive, they nevertheless proved fertile ground for the construction of regional memory rooted deeply in the region's once great maritime industries.
The impetus to save the Morgan, which sat deteriorating at a New Bedford wharf, arose against this backdrop in a nostalgic attempt to save something of the region's heritage and to construct a vision of the past that exalted New England mariners and the ships they sailed. The vessel first starred in three silent motion pictures, including 1922's Down to the Sea in Ships, which romanticized "the brawny boatsteerer" who not only harpooned the whale, but saved his sweetheart-the daughter of a New Bedford Quaker whaling merchant-from In its role as the last of the Yankee whalers-first at Green's estate and later at Mystic-the Morgan was characteristic both of the larger preservation movements coursing through the United States and the more specific regional efforts to preserve New England's maritime heritage. As Michael Kammen argued, the early twentieth century was a fertile time for the creation of an American sense of the past not just in museums (1933) .
19 Where these efforts were, in part, linked to the promises and perils of the automobile, however, the Morgan represented the aesthetic romance of the Age of Sail at sea, which, by the 1920s and 1930s, had nearly vanished, a consequence of the industrialization of the fisheries and a much reduced American merchant marine. Nevertheless, preservation efforts from Virginia to Michigan and New England were rooted in fears that Americans' sense of authenticity and stability were being lost in the transformative changes of the early twentieth century.
But the construction of the maritime past in coastal New England was also a unique articulation of Yankee regionalism that saw a number of institutions emerge to preserve maritime heritage, including the Marine Room of the Peabody Essex Museum in Salem, Massachusetts (1904) what seemed strange, exotic, and uncivilized lands and peoples. In this story, the New England mariner represented something of the frontiersman gone to sea, captured in works of history like Samuel Eliot Morison's The Maritime History of Massachusetts, 1783 Massachusetts, -1860 Massachusetts, (1921 , and also in the novels of James Fenimore Cooper and Herman Melville as the latter's work enjoyed a revival in popular and literary circles during the 1920s and 1930s. 22 No less a New Englander than Charles Francis Adams III, who as Secretary of the Navy had overseen the restoration of the Constitution and, not coincidentally, participated in New Bedford's last efforts to save the Morgan after Colonel Green's death, believed that the whaleship symbolized "an era that gave this country the supremacy of the world in building and manning cargo ships, an era that made an American port the whaling capital of the world, but an era that is now only a faded memory."
23 Here Adams fused New England's regional identity in all things maritime with a larger story that was also national in scope as New Englanders moved westward, invested maritime profits in the Industrial Revolution, and sailed to all corners of the world. The Age of Sail had been cast as the era of wooden ships and iron men, to paraphrase Rosemary and Stephen Vincent Benét whose poem "Clipper Ships and Captains" appeared among the pantheon of American historical and folk heroes from Miles Standish to Johnny Appleseed in their popular A Book of Americans (1933) .
24 Maritime heritage was quintessentially New England, but it was also national-even transnational and imperial-in its memory.
When symbol of a romanticized Age of Sail, and the centerpiece of a reinvigorated museum that would not only display maritime artifacts and artwork, but an authentic whaleship, "the last physical connection with an American tradition," as one early historical pamphlet on the vessel described it.
25 For Cutler, Mallory, and the other founders of the MHA, the modest museum on the banks of the Mystic River existed not only to preserve, but to educate, and to become "the nucleus of a vital, growing force. . . . We look forward to playing some small part, ultimately, in the recreation of a powerful maritime civilization," stated the MHA's Certificate of Incorporation in 1929.
26 Not surprisingly, the MHA's founders came from families of historic shipping merchants and shipbuilders with roots in the Age of Sail. Others were avid yachtsmen and maritime historians. Cutler, who with Philip Mallory and his brother Clifford was instrumental in acquiring the Morgan, had written a number of books on the Age of Sail. The best known of these was Greyhounds of the Sea, a historical but deeply sentimental account of Yankee clipper ships, in which Cutler wrote about their "strange, mysterious beauty . . . once so real" now "gone." So were the New England mariners who "cast a Homeric mould [sic]" with their "stentorian tones." To Cutler, Mystic seemed the perfect place to remember such nostalgic visions. A historic center of whaling, sealing, and shipbuilding, Cutler traced Mystic's founding to the Puritanism ingrained in New England's regional identity. "As a blueprint of New England, the story of Mystic offers, possibly, as complete, as typical and as accurate a panoramic miniature as we are likely to get. It should have its uses," he concluded.
27 In Mystic and its whaleship, the founders of the MHA saw microcosms of larger stories about New England and the Age of Sail that promoted not only existing preservationist impulses, but also had implications for contemporary maritime policy and, soon, the defense of the nation in time of war.
The Second World War was, in many ways, an oceanic conflict during which the MHA's founders shaped the course of the museum and enlisted the Morgan in the service of the nation. Philip Mallory, who succeeded to the museum's presidency on the death of his brother in 1942, observed that the war called for a rejuvenated merchant marine and a two-ocean navy. American men were going to sea in large numbers once again. Mallory believed the MHA had a vital role to play in preparing these men and, perhaps, the next generation of boys as well for "the Defense of the Americas" and "freedom of the seas. They need to know of their tradition," he said, "their heritage of leadership. If they do know, they will be better sailors, finer officers and truer Americans, and in times of trial their knowledge will be a tower of strength." Here, Mallory was articulating a new vision of the American maritime past that transcended New England regionalism. While the museum remained committed to commemorating New England's seafaring past, it had embraced a larger national narrative, a mission linked to the fate of the nation. "Have these relics of a former seafaring grandeur a vital-even an essential-message that must be preserved for future generations," he wondered at the MHA's annual meeting in 1942. With Mallory at the helm, such a vision carried over quite seamlessly into the early Cold War and with a new generation of young men to steel against outside threats.
28
The whaleship itself stood as the symbol through which Mallory and others hoped to impart these messages. An MHA booklet dating probably to 1945 recalled the "American seamen" of the past who had "achieved their conquest of the sea." So too had the United States in 1945. "[The Morgan] is a living testimony to the hardships which were endured as a matter of course-an inspiration to character-building for generations of the future," the booklet continued.
29 Such rhetoric invoked a generation of American men, hardened by Depression and tested in war whose sons would be called upon to defend the nation against new and perhaps more insidious threats even as many fretted about a postwar crisis of masculinity and the softness that they feared would afflict an expanding consumer culture of leisure and material prosperity, particularly for the mostly white, largely middle-and upper-class families who came to Mystic after the war in their automobiles along newlybuilt interstates. For this generation of veterans and their children, the MHA believed, the Morgan had served as "a constant reminder of what our loved ones are fighting for." The MHA's annual report from 1946 displayed prominently an image of its whaleship on V-J Day dressed in American flags and titled, "The Old Ships Come Home," fusing the past and the present in evocative ways that recalled not just the Age of Sail, but a new American fleet and its hardened sailor-warriors who once again seemed to rule the seas. As Mallory brought war heroes like Fleet Admirals Ernest J. King and William F. Halsey to speak at the Seaport, the ship itself seemed, in Mallory's mind, to have "made its intangible but none the less real contribution to the war effort."
30

Mystic Seaport and the Origins of Freedom
By the 1950s, visitors to the newly-renamed Mystic Seaport Museum were immediately greeted by a sign at its entrance that read in bold characters, "MYSTIC SEAPORT IS DED-ICATED TO AN UNDERSTANDING OF THE ORIGINS OF YOUR AMERICAN FREEDOM." The American flag rose opposite the entrance-"as a sort of symbol that all is wellthe old glory of America's heritage is revived and spread before you," declared The Log of Mystic Seaport, the museum's new quarterly journal.
31 Visitors and museum leaders needed reassurance. As Michael Kammen observed, "the most vital stimuli for national memory . . . in this period were worries about security, freedom, swift social change, and a sense of radical discontinuity with the world as it had hitherto been known."
32
Against the backdrop of the early Cold War and the fears it bred, Mystic Seaport remade the Morgan into a symbol of anti-communism and an exemplar of American freedom.
To President Mallory and the Seaport's leadership, the maritime past exemplified virtues worth remembering to counter Visitors to the museum were ushered to a showing of the museum's new "indoctrinal" film, titled "Mystic Seaport and the Origins of Freedom," with a script written by the Seaport's new curator Edouard A. Stackpole, a Nantucket historian and descendant of a prominent whaling family on the island. The film was not without its critics, and some noted what they perceived to be the clumsy heavy-handedness with which it articulated Mallory's pillars of American freedom. Others were more sanguine. "Our present times won't seem so grim," wrote visitor Llewellyn Powell in 1960, "if we absorb some of the greatness around us here."
35 During the 1950s and 1960s, visitation and membership soared, part of a larger public history-based tourism that saw the nation's past enlisted in modern ideological struggles. During the Cold War, Seaport leaders refashioned the "old salt" archetype that had personified prewar New England regional identity, enlisting it in a new national cause that romanticized the sailor's struggle, bravery, and work ethic as a model for the postwar American man who, Seaport leaders feared, might be too soft to meet the Soviet threat.
36 In a later era, this American mariner would be seen as part of an exploitative labor system with very few rights, liberties, or freedoms, but for the time being he remained a transcendent hero. For Mallory, nothing epitomized this spirit more than the Seaport's whaleship and the men who had sailed it. "Yonder . . . stands the Morgan-last of all her kind," Mallory proclaimed in 1949. "What scenes of tragedy and suffering her decks have witnessed! What requirements for courage, self-reliance, and indomitable spirit!" He liked to relate a story about overseeing a group of children who were shown the Morgan's foc'sle, a space that evoked both the hardscrabble seafaring life and the comradery of the sailor's shared lot "where eighteen men were accustomed to bunk and live for as long as three years at a time" as Mallory put it. "'But my daddy would not let me sleep in such a place,'" one of the boys exclaimed.
37 For Mallory, this anecdote suggested the vital role the Seaport and its whaleship played in toughening a new generation of boys, transporting them back in time and away from the materialism and conspicuous consumption that supposedly afflicted middleclass America in the 1950s.
In an effort to educate young boys, to mold their behavior, and to tap into an increasing stream of visitors in the postwar era, the Seaport built on existing wartime junior midshipmen programs to initiate Sea Scout and Mariners programs. The museum acquired the three-masted sail training ship Joseph Conrad in 1948, in part, to serve that educational function. Dressed in uniforms and led by retired Navy and Coast Guard personnel, these activities sent adolescent boys to bunk in the foc'sle, initiated them in the toughness of maritime life aboard sailing vessels, and reflected the militarization of American society in the early Cold War.
38
During the 1950s, visitors to the Seaport were transported back in time, participants in a kind of maritime theater conceived by Curator Stackpole and his interpretive staff, using a newly constructed seaport village as its setting and the Morgan as the main stage. This Activation Program began in 1948 and expanded during the 1950s to include so-called "activists" dressed in period costume and demonstrating artisanal skills such as coopering and type-setting in the village and cuttingin and trying-out whales-that is, trimming the whale of its oil-rich blubber and processing it in trypot cauldrons-on the Morgan's deck. In establishing itself as a living history museum, the Seaport followed the model set by Colonial Williamsburg and Old Sturbridge Village. "There is a sort of trilogy in our appraisal of what we are trying to do," remarked MHA General Manager Charles A. Brooks in 1955, referring to Mystic's work relative to Williamsburg and Old Sturbridge in representing various regions and periods of the past. In some ways, the Seaport distanced itself from the regional maritime heritage museums characteristic of the prewar era and embraced the living history model with its claim to telling stories of national significance that merged past, present, and future.
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Like Colonial Williamsburg, in particular, Stackpole envisioned the Seaport's Activation Program to sweep visitors out of the modern and into a romanticized past that nevertheless had lessons to teach American Cold Warriors. Stackpole's "activists" would "be depended upon to interpret our theme Origins of Freedom," lifting Mallory's ideals above "catch-phrases . . . platitudes" and "mere sounding boards."
40 In other words, they were to make American freedom tangible by immersing the visitor in the historic. The Morgan proved the most compelling artifact for accomplishing this. With the whaleship and the museum's fleet of other vessels serving as "a stimulating and authentic foreground," Mystic Seaport became "a gigantic stage-set," Stackpole told his interpreters, "created to serve as a medium for the presentation of one of the most gripping performances which tell of America's seafaring past." It was the materiality of the ships themselves-their "towering masts and yards, their maze of rigging and their sturdy hulls," Stackpole waxed-that would lift the visitor's eyes skyward and "act instantly upon the imagination." American literature and the youthful president of nearby Connecticut College in New London. Referring to "the great American convulsion" over "the negro's [sic] place in our society," his address urged Seaport members to look past the heroes of maritime heritage to those that upheld what Shain called "the sacred values of the community." These, he said, were often "non-conformists" who "fight the status quo." When Shain finished, Mallory thanked him for his "very up-to-date, modern point of view of freedom."
41
Ship of State in Stormy Seas
42 As Mallory and others in the founding generation retired from positions of leadership, the museum began gradually to change too, though not precisely in the ways Shain desired. While still wedded to the founder's vision of the museum's active role in American society, the Seaport reframed the Morgan as an antidote to a perceived crisis of law and order precipitated by the civil rights and anti-war movements of the 1960s and 1970s.
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To Seaport leaders grappling with the social changes around them, the Morgan and the American maritime past represented stability. In it, they found reassurance and comfort in uncertain times. "We live in a world of change," the Seaport's new president Franklin Cole told the same gathering in the summer of 1963. But where Shain had celebrated non-conformity in American sea literature, Cole observed discord that "disturbs and shocks the conscience of our more matured men and women." Cole's comments implied a growing generational divide throughout the nation, and at the Seaport, underscoring with greater urgency the museum's educational youth programs. "Maintaining our moorings with the past is so essential," Cole concluded. Under his leadership, the Seaport hoped "to fasten in the minds of these young people the values of their heritage." These he defined as a free and democratic society, hard-working and god-fearing, and one that sought knowledge and that respected "our forefathers and their teachings." In the maritime past, Cole again found the precedents with which to right what he and others perceived as a foundering ship of state.
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In 1966, the Morgan quite literally became a ship of state when Secretary of the Interior Stuart Udall deemed it a National Historic Landmark, one of only a few vessels so designated in the early years of the program. The museum's new director, Waldo C. M. Johnston, who replaced Cole in 1965, referred to the Morgan's "stately grace," a reference perhaps not just to the vessel's soon-to-be designation on the rolls of the nation's most historic sites, but also as an enduring symbol of stability and sober propriety as American streets, cities, and college campuses erupted in protest and violence. For Johnston, the fate of the ship and the state were deeply intertwined. The Morgan presided over the Seaport "like King Neptune on a throne of gravel," Stackpole remarked, conveying all the authority and permanence of a maritime monarch who would never be dislodged from its berth.
45
As Mystic Seaport's ship of state, the Morgan and American whaling had explicit lessons to teach this younger generation of "ubiquitous rabble-rousers," as Johnston put it. Rather than weaving together past and present in a seamless fabric, the social movements of the 1960s apparently threatened to pull apart "the strings of history" in "the restless world of 1967." In his message to the readers of the Seaport's Log in the summer of 1968, Johnston was moved to ask some remarkable questions. After first likening "a ship at sea" to "a Ship of State" which "depends on an orderly process of law and a faithful discharge of responsibilities by all hands if the future is to be assured," he wondered, "just how long would the Charles W. Morgan [sic] have survived if the officers insisted on a thirtyhour week, if the crew refused to go aloft more than once a day, if the cook smashed the binnacle and demanded a voice in the navigation, if the cabin boy peddled LSD?" Clearly, for museum leaders like Cole and Johnston-at least initially-the kind of non-conformity that Shain had urged endangered not only the ship, but, by extension, the ship of state as well.
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Facing the change and uncertainty of the late '60s and the early '70s, the Morgan served the museum as a beacon of hope in what many Seaport leaders and members believed to be dark times for the United States. The museum interpreted the vessel as a symbol of strict law and order. "Whaling! What an adventure filled occupation for a young lad," the Morgan's activist was to tell visitors. "He would learn the meaning of discipline, for the safety of the ship and crew depended upon obeying orders and working with others." The captain, the interpreter was supposed to say, "was the master and no one questioned his authority."
47 By 1966, the Seaport's activists had been renamed interpreters, probably in response to a 1965 article in the New York Herald-Tribune titled "Activists Take over Mystic." With its modern connotations antithetical to the Seaport's vision of the past and present, "the word activist has come to have a meaning that is alien to the purposes of Mystic Seaport," read a museum memorandum. Like much else, this change was largely symbolic. The content of the museum's interpretation had not changed. But for museums and the vessels they interpret (or activate?), symbols carry powerful meaning. "At Mystic Seaport what we are seeking to do is slow down change," Johnston stated in 1973. "We seek to provide a permanence to history, a tie with our past that is changeless." forces. By the early '70s, Johnston acknowledged that the Morgan required a major restoration to its hull, the first such effort since the ship arrived in Mystic in 1941. The restoration of the vessel, its rise from the gravel berth, and its refloating during the winter of 1973-74, changed the course of the museum. For the Seaport if not for the nation, 1974 marked "a year of decision" and "the year of the Morgan," Johnston noted, even as "the misery being perpetrated in Vietnam . . . Hanoi's hammerlock on the Paris peace negotiations . . . the tragedy at Kent State . . . the growing menace of the drug culture" and, significantly, "Man's destruction of his environment" made this a time of "intense national distress."
49 In his quarterly messages to Seaport members and Log readers, Johnston commonly juxtaposed the sense of order, stability, and purpose epitomized by the Seaport with the perceived chaos engulfing the United States and the world.
Ironically, it was the whaleship itself that gradually drew Johnston's mind toward change-structural, institutional, and social-and he used the very fabric of the vessel to negotiate the resulting tensions. If authenticity was a major aim of the museum movements of the early twentieth century, the concept took on a renewed importance among traditionalists in the context of the 1970s. Johnston's writing and presumably the thoughts of many Seaport staff, members, and visitors now lamented the loss of "original fabric," that is, material dating to the ship's 1841 construction, or which framed and planked the vessel during its active sea life. Whereas timbers had been replaced in the ship's bow, stern, masts, and yardarms in the 1940s and 1950s, a major restoration to its hull below the waterline seemed to call into question the authenticity-indeed, the very historicity-of the ship. With new planks and frames replacing the original, would the Morgan still be the same ship? Johnston had reconciled himself to the affirmative. "A ship in service was constantly undergoing change and renewal" he rationalized, "and men did not question the use of new materials and new techniques to keep her going for another voyage." The restoration "may require some change or drastic use of some brand-new material," he counselled. Such resignation also seemed to apply to the Seaport as a whole. "No museum can afford to stand still in this day of great social and economic change, and no museum can afford inflexible goals that cannot adapt themselves to the changing mores of the world around it," Johnston observed in 1969 as the Seaport debated what to do with the whaleship. A renovation of this scale required the Seaport to construct a preservation shipyard with lift dock to service its growing fleet of vessels. No longer just a living museum, the Seaport became a place where the fading artisanal skills of wooden ship design, construction, and repair were preserved and learned anew. As the Seaport negotiated larger changes in its own operations and mission in large part brought on by the need to preserve its historic whaleship, the vessel itself became the lens through which these changes were met, debated, articulated, and ultimately reconciled.
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The Morgan's restoration also imparted new life-and with it, new meaning-to the ship. Finally afloat after thirty years, the Morgan returned to a replica of a New Bedford whaling wharf there to sit with water under its keel and the movement of time and tide to impart added effect to the visitor's experience. For mariners and maritime enthusiasts, a ship afloat is something a world apart from one aground. As Trustee Waldo Howland put it, the restoration would "put her in shipshape condition so that once again she can live and move in her natural intended element." According to Johnston, the restoration provided "the brand-new thrill of feeling her decks cant and her timbers strain as she stirs under the impetus of an aeolian puff." ship seemed alive. In refloating the Morgan, museum leaders accepted change to the ship, to the meanings with which they invested it, and also to the broader changes transforming the nation in the 1970s. Not coincidentally, Johnston and the Seaport's Board of Trustees also embarked on the museum's first major capital fundraising campaign in order to pay for the restoration. Since 1941, the ship had been inextricable from the museum, its most prized artifact, but by the 1970s the ship's fate seemed even more deeply intertwined with the museum's, capable of generating enthusiasm among donors, members, and visitors, particularly, as the Seaport faced new fiscal challenges.
Reflection of America
In 1991, the Seaport celebrated the one hundred fiftieth anniversary of the Morgan's launching with a major exhibit titled "Charles W. Morgan: A Reflection of America," influenced by the tremendous changes in the discipline of history and the field of public history more specifically ushered in by the social movements of the '60s and also by changes within the museum sparked by the Morgan's 1973 restoration. "We are increasingly aware of the cultural, ethnic, and racial diversity of our country," J. Revell Carr observed in 1993. Carr had replaced Johnston as the Seaport's director in 1978. He was an academically trained public historian who had first succeeded Stackpole as the museum's curator, deeply conscious of the many layers of the American maritime experience. "It is desirable to have . . . collections which represent not only the finest achievements, but also display a full range for comparison," he told Log readers in 1980. "The romance of the sea must be tempered by . . . the hardships that life . . . in a tall ship must inflict upon its crew . . . the savage nature of wind and sea" and "stomachchurning moments of unavoidable duty." Where such hardships and stomach-churning moments had once been fodder for glorious tales of bravery and struggle, they now were tempered with the realization that nineteenth-century American sailors had worked under degrading, exploitative conditions. They were often itinerant laborers, impoverished by and subservient to the power of merchants, loan sharks, ship-owners, and shipmasters. If some were God-fearing, others also called at saloons and houses of prostitution. Under Carr's direction, the staff recast the Morgan to tell many diverse stories in hopes of connecting with visitors in new ways, raising funds for maintaining the ship and the museum in difficult times, and telling more inclusive and nuanced stories about the maritime past.
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"A Reflection of America" underscored Carr's expansive vision. The whaleship and the accompanying exhibit emphasized the social hierarchy of whaling and the crews' increasing racial and ethnic diversity over the vessel's lifetime. Gone was the image of the monolithic, white (male) New England mariner, replaced by Cape Verdeans, Polynesians, African Americans, captain's wives and children, and even the whales themselves. A chronology of the Morgan's whaling voyages now emphasized the strike of the workers at the Hillman shipyard before its launch in 1841 as well as "insubordinate acts" against the captain and mates' authority and the many "deserters . . . who found whaling unappealing." For the first time, the museum looked critically at itself through billboards, magazines, and stamps featuring the Morgan. The exhibit represented a striking contrast to the ways Seaport leaders in the '60s had emphasized the absolute authority of the captain, the order of shipboard life, and the dangers of insubordination to the efficient operations of the whaleship, but it also illustrated the ways in which the museum had played a critical role in crafting these narratives in the first place.
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For Carr, the Morgan's anniversary was also an opportunity to broaden the interpretive scope of the museum not just toward more diverse stories but toward national ones. "As we celebrate the 150th year of the Morgan, we will be looking at this ship as a reflection of America," he told Seaport members, admitting that this would be a more "reflective and inclusive" perspective than the museum had adopted in the past when the Morgan had been an icon of whaling in a romanticized Age of Sail. "Mystic Seaport is no longer 'that whaling museum in Connecticut,' as it was perceived in the 1950s," Carr declared. "The Seaport has matured into a broad-based institution striving to achieve balance in its preservation and representation of America's maritime history." When the Morgan came to Mystic in 1941, it had been as a symbol of New England's maritime prowess, an icon of regional identity. In the postwar period, museum leaders refashioned the ship to meet perceived threats to the nation both foreign and domestic so that by the 1960s the whaleship had become something of a ship of state. "A Reflection of America," was the culmination of this process that had gradually recast the ship as a symbol of the nation. This reflected the malleability of the vessel to transcend narrow interpretive frameworks as well as the museum's conscious effort to use the ship to redefine itself as "The Museum of America and the Sea" in a period, Carr admitted, in which museums faced increasing competition for visitors, members, and their financial support.
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Not surprisingly, Carr emphasized people as characters central to both the past and to the work of the museum in the present. The Morgan may have seemed a living artifact after its 1973 restoration, but it lacked the human stories of its past that, in another way, animated it as a working vessel. More than just water under its keel, Carr believed that "it is this story of the human effort . . . that has transformed a large inanimate artifact into a historical treasure of international acclaim." The museum meanwhile dressed the Morgan in pillows, blankets, utensils, and other evidence of social life, leading one visitor to remark that the Seaport seemed more "alive and vital" and the ship no longer "empty. It has ghosts," the visitor observed, which no doubt gave Carr-with his emphasis on people and lived experience-particular satisfaction. But, once again, in important ways it was the museum's changing vision for the Morgan that prompted change within the museum itself. Introducing a particularly diverse issue of the Seaport's Log in the summer of 1993 that included five articles authored by women, Carr acknowledged that "men and women admittedly have not enjoyed equal representation either in [the Seaport's] senior management or on the Board of Trustees" and he promised readers and museum members that "we are now making encouraging progress toward correcting these imbalances." While Carr's vision of a more diverse maritime past was the catalyst for these changes in the operations and mission of the museum, the ship had served as the locus around which such changes coalesced.
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Also among the questions facing the Seaport at the turn of the twenty-first century was the changing nature of whales and of whaling in the American consciousness. Once the background for epic stories of adventure that emphasized man's battle with nature, Americans, pushed by broader changes in environmentalism tied at first to whales as endangered species and more recently to concerns over climate change, gradually came to see whaling as ethically reprehensible and rooted in the same exploitation of natural resources that had led to the rise of petroleum and its association with carbon dioxide pollution. In 1991, for example, one bookseller refused to carry the Seaport's list of whaling titles protesting, "How dare you promote the extinction of endangered animals! We will not be ordering from you again." By 2014, when the ship embarked on its "38 th Voyage," the eminent oceanographer Sylvia Earle remarked that the ship had been "built on the dead bodies of whales." For Seaport leaders, such associations represented new challenges to exhibiting and interpreting the Morgan. In the preliminary stages of preparing for another major restoration to the whaleship in 2004, Seaport leaders, working on what they deemed "The Charles W. Morgan Famously" campaign, grappled with "the challenge of celebrating the Morgan as an important piece of American history while being honest about the work she actually did." As one Seaport leader admitted, "this hunk of whaling wood will be difficult to resurrect as a Liberty Bell." In order to fund this multi-million dollar restoration and to spark renewed interest from visitors and members, the Seaport conceived to take the whaleship to sea once again, this time carrying a carefully-crafted message of environmental awareness about the plight of the world's oceans and its whales.
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In the "38 th Voyage," the relationship between whales and whaleships past and present seemed to come full circle. In 2013, just as the Morgan was going back into the water at the end of a five-year, twelve million dollar restoration that would prepare it to go to sea, a United States Senate Resolution recognized the effort by deeming the ship an "ambassador to the whales." Teaming with the National Oceanic and Atmospheric Administration's Office of National Marine Sanctuaries, the Seaport sailed the Morgan in the summer of 2014 from Provincetown, Massachusetts among a number of other New England ports to Stellwagen Bank National Marine Sanctuary off Cape Cod where crew and "38 th Voyagers" in small whaleboats met minke and humpback whales in what many at the Seaport and in the media saw as a poignant and ironic reunion of two species with a long and fraught history. So intertwined had the whale's and the whaleship's fate become, that the whale began to be mirrored in the ship itself. Artists from New York City's Dalvero Academy, for example, took up these themes in a series of pieces that the Seaport has since used in its exhibitions. Margaret Hurst, one of the artists, completed a series of works in which she superimposed the whale's body on the whaleship's hull as if the Morgan, once a whale hunter, had become a kind of a whale itself. In a significant departure from the past, Seaport leaders were influenced, in particular, by Nina Simon's book, The Participatory Museum, seeking now to establish a shared authority to frame and reinterpret the voyage by permitting others to draw their own conclusions about the whaleship. In some ways, the public's own interpretation seemed to push the Seaport in new directions. "The Morgan was herself endangered . . . now the lone survivor of her species," observe Andrew W. German and Daniel V. McFadden in the Seaport's commemorative pictorial book of the voyage. "No longer predator and prey," the whale and the whaleship "represent a dramatic merger of America's human history and natural history for the future."
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The "38 th Voyage" fused the many strands that had given meaning to the ship since 1941. In July 2013, the Seaport held a ceremony to re-launch the Morgan in preparation for the voyage. Seaport leaders, government officials, and others had the opportunity to commemorate what the Morgan meant to the museum, the region, and the nation. Connecticut Governor Dannel Malloy articulated a sense of New England regionalism that would have been familiar to the ship's early preservationists. He spoke "on behalf of our American history, our Massachusetts history, our Connecticut history. This ship . . . stands as evidence of who we once were," he declared, "and the role we played in the founding of this nation, in the development of the industrial revolution, and all that has transpired since those days." State Senator Andy Maynard was moved to remember his own boyhood when "the Charles W. Morgan was our time machine where our imaginations had us sailing around the Horn, the spray at our faces and the sea and wind taking us to distant places just over the horizon. Well today I'm a kid again," he concluded, "and what was imagination has become reality." Board of Trustees President Richard R. Vietor reminded the crowd of the ship's significance amid the Great Recession. He believed the Morgan was an icon because "she was there during the building of our great economic engine of the nineteenth century. She helped make whaling the first global industry in the world. She was the only surviving ancestor of today's energy industry." Filmmaker Ric Burns, who had recently directed a PBS American Experience documentary on the history of whaling, invoked a more philosophical purpose in his keynote address reminiscent of the romantic rhetoric surrounding the 1973 restoration. The museum had "given her back her wings, made it possible for her to sail again, and given her back to the sea." In his mind, the Morgan's re-launching represented a "re-birth. . . . The last of her kind. . . . now reborn."
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Vessel of Memory
The Charles W. Morgan has been a potent vessel of memory whose significance has been inscribed and re-inscribed to meet crises regional, national, and institutional. Though similar to the battlefields, historic structures, and landmarks that together ground American popular consciousness in historical places, the whaleship is also a uniquely powerful symbol, to which Mystic Seaport and visitors alike have assigned many meanings. Ships are designed to carry many cargoes. Historic vessels are freighted with time itself. As historian Barbara KirshenblattGimblett argues in a different context, "immersion in a world other than one's own is a form of transport." The Morgan is unique because it is mobile and still occupies the element in which it is designed to move. Its 1973 restoration is a testament to the imaginative power of a ship afloat, and the "38 th Voyage," in which it actually went to sea took this form of remembrance a step further. As Seaport Executive Vice President Susan Funk put it, "A violin sitting on a shelf helps you appreciate the craftsmanship that went into making it, but it misses the liveliness and the soul of the instrument, which really emerges only when it's played. And we felt the same was true of the Morgan. A ship is made to move." Then, too, the wooden ship is always being renewed, a natural part of its lifecycle, which began in 1841 when it first slipped into salt water and continues today. While visitors drawn by a sense of authenticity often ask about the approximately fifteen percent of the ship that is still original fabric, the vessel itself is continually reframed, literally and metaphorically. As Seaport staff, preservationists, and visitors debate whether new material itself constitutes a new ship, the Seaport maintains that a wooden vessel is intended to be remade again and again. So too, it seems, are its meanings. The Morgan is "an oaken text," Edouard Stackpole once observed. The stories it tells seem woven into the very fabric of the vessel even as that fabric is discarded and replaced with new.
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Finally, there is the question of life itself. Ships, perhaps more than other vehicles of transport, are imbued by their creators, operators, and visitors with a living essence often articulated in the form of the feminine pronoun. With water under "her" keel, "she" seemed alive again. Throughout its history, the ship has been referred to as a living thing, the queen of the fleet or Queen Victoria on her throne, complementing the Seaport's conception of itself as a living museum. "It was this restoration . . . where she presented this opportunity to us," Mystic Seaport's Director Steve White remarked, investing the ship with its own agency. The vessel's body-its very anatomy-came to mirror the whale's and perhaps the human's as well. "What's remarkable is that the virtual backbone of the ship, her keelthe vertebra of the ship-is still in her today," White continued. "So, she'll go back to sea on her original keel, the keel that was laid in 1841." Ships strike us as living things, embodied vessels that transport us through time and help us see ourselves anew. No wonder we often turn to them to make sense of the past and the present. "Ships . . . have always been powerful metaphors for us humans," Ric Burns observed in 2013, "-metaphors for experience, for existence, for the human community-a metaphor for passage-for crossing over-for transport-for movement from one place to another, from one time to another, from life to death and beyond."
60 While such notions are deeply romantic, it is this very romanticism that has made the Morgan such a powerful symbol of the past.
Postscript: The Fog of History, or the Haze of Memory
I met the Charles W. Morgan in Newport, Rhode Island in June 2014 shrouded in fog. There was no city, no harbor, few electric lights and cars. For a moment, it felt like the nineteenth century-as if I were taking passage myself. I had visited the ship many times at Mystic Seaport, but when I stepped aboard at Newport to prepare for the next day's sail to Martha's Vineyard, the vessel with its lines and rigging seemed completely different. It felt alive. As a historian, I am trained to interrogate the intersection of past and present, not to conflate it. My goal was to examine critically the ways others constructed memory. Yet here I found myself pulled into the vortex of memory making from which I had tried to remain dispassionate. Afterward, I would be writing about events close to the present, some of which I had experienced as the present. These were dangerous philosophical and professional waters. The "38 th Voyage" placed me at the very intersection of academic history and public memory. Yet, to write in the third person while only briefly referring to my own participation in the process of memory making seems disingenuous, and so I feel compelled to offer a few brief thoughts about the construction of history and memory from my experience during the "38 th Voyage."
61
Separating the two was more difficult than I imagined, though ultimately it did not prove impossible. As a historian who studies ships and the ocean, I would be remiss if I did not admit that the Morgan's "38 th Voyage" was an exhilarating moment professionally and personally. A quick observation of fellow voyagers-poets, writers, teachers, artists, jewelrymakers, cartographers, scientists, and other historians-as well as Seaport staff suggests that I was not alone. I admit to feeling intoxication in the creaking of timbers and the odor of fresh tar. It was impossible not to indulge in the sensory experience. I read lines from Moby-Dick on the deck of a pitching whaleship. "Oh! Ye three unsurrendered spires of mine; thou uncracked keel; and only god-bullied hull; thou firm deck, and haughty helm, and Pole-pointed prow." 62 The thought of sleeping in the foc'sle appealed to me in ways that concerned me as a historian, but excited me otherwise. I experienced the romance of the Age of Sail in which Carl Cutler and Philip Mallory believed so deeply. I think I felt something of the visitor and the Seaport staff too. This made me more keenly sensitive to the process of memory making and memory reception from multiple perspectives than I otherwise would have been. Afterwards, in processing my own experience and, indeed, preparing for the activity of writing this piece, my experience as a "38 th Voyager" left me ultimately more suspicious, able to interpret the Morgan as a vessel of memory in deeper ways than I initially expected. It made me a better historian and teacher, armed with a more critical eye with which to examine and evaluate the presence of the past. Yet, the voyage also reminded me why I became a historian in the first place. 
